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“Unpremeditated music is the true gauge
which measures the current of our thoughts;
the very undertow of our life’s stream.”

Henry David Thoreau

(Breath of wind)’blowing on the ten thousand
things in a different way, so that each can be
itself—all take what they want for themselves,
but who does the sounding?”

Chuang-Tzu



Preface

The thoughts and perceptions collected in this book evolved out of my music
making activities of the past twenty-five years, as well as from innumerable experiences
of the natural world / environment. It is a very particular view of improvisation that is
offered here: the musician as one centered in the process of discovery, unfolding moment
to moment, that is realized in the gesture of enactment / sounding.

My concern, especially in these times of a world increasingly fragmented and
compartmentalized, is directed toward the awareness of ourselves as whole beings, each
with an abundance of rich and diverse energies, interacting within a complex and ever-
changing social / political fabric, as well as within the natural environment that sustains
our living. There are many implications that extend from this vision of improvisation;
aesthetic, social, political, economic and educational value considerations become ap-
parent and are touched on in these writings. Musical techniques (particularly “extended”
performance practices) are discussed also, with some scores and study procedures includ-
ed, but always as understood as an expression of the wholeness of our humanity (an
ongoing process of finding ways to clarify what needs to be done), rather than as devices
within themselves. '

The book consists of articles, previously published in various periodicals, in-
terspersed with excerpts from journals, interviews, letters, scores of music and program
- notes, that reflect my involvement with various aspects of improvisation. The printed ar-
ticles outline some of the larger considerations, which the journals and other materials
embellish and extend. The section focusing on performance practices, beginning with the
article “The Gesture of Improvisation;” emphasizes bowed string instrument techniques;
as a composer / violinist, this has been my deepest source of experience. All of this,
however, is clearly applicable to other instruments and to the voice, and can be adapted
to them: each person, their own sound offering.

Malcolm Goldstein
September 12, 1987
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“Soundings” are free
improvisations

exploring the rich sound
possibilities of the violin.
There is no pre-set structure;
rather

it is the process of discovering
new qualities and relation-
ships, that is

the flow of the music.
Melodies of sound

(timbre / texture/ articulation)
are created that

evolve out of the interplay
between the resonance

of the violin and the gesture
of the violinist.



Improvisation: People Making Music (1986)

People Making Music. To begin with, people: people doing something, interacting
and through their play, music becoming. Improvisation as a social fabric, of people
focused within a context; not a piece of music but the whole of our living tissue. A
dynamic process; each individual unfolding, the breath expanding in gestures of becom-
ing sound.

A shifting of focus, from the performance of sound-object (composition) to
sound-play / enactment (improvisation), and other radical implications become apparent.
The intention of performance changes; not an aiming at a preformed journey well done
(image-goals of perfection, investments in the mastery of institutionalized techniques,
fingerings marked with dynamics and phrasing prearranged and refined in rehearsals,
echoes of recordings and other performances tangled within the image. . .), but rather
the realization of form, ourselves finding / revealing on paths (perhaps) untravelled.
(“Unpremeditated music is the true gauge which measures the currents of our
thoughts—the very undertow of life’s stream,” reflected Thoreau in his journals.) . . .like
a brook after rain pours through dirt, rock, trees and grass, finding new and subtle
twists and turns as things move / are moved in the flow. Doors opening.

Improvisation as a process of focus, in touch with the needs of the present music
ourselves within and with others (not a repetition of one’s habits—learned behaviour
from the outside or even one’s own habits): aware of needs of the moment / sounding.

And as the intention of the music-maker is refocused (more upon one’s own hand
instant), so also is the attention (now as active participant / listening) of the audience
revitalized. Nothing is prescribed for either; both confronted / dwelling within the im-
mediacy of unfolding. (How different the heirarchies of through-composed pieces; all
risks worked through, resolved by the prescriptions of the composer, to be realized by
the mastery of the performer and appreciated by the sophistications of the audience—
and with this all, an intricate network of evaluations before and after the fact.) En-
countering each other in an open field, no paths as yet defined, we follow where the
sounds lead, attention given to each nuance of sound activities and interactions each
moment revealing. There is no correct way to listen, except to be present, hearing. (If
improvisation were looked upon as a process of discovery by someone, shared within
the moment with people, can an improvisation be unsuccessful?)

There is something radical, and perhaps truly subversive, in all of this (and
especially within our contemporary object / goal oriented society); relationships of peo-
ple and value systems to be reconsidered. (What would happen if, in an orchestra, a
violinist—one of thirty or more—would get so carried away with a musical passage, so
as to begin to express their own individual sense of that passage? What would happen
to the violinist?. . .to the orchestra?. . .to the conductor?. . .to the audience?. . .to the
music?) Improvisation as a meeting of people upon the common ground of unknown:
the space fulfilling the resonance of gesture, sounding of person(s) moving the air. And
the music, what is it, if not vibrations disturbing the air, moving us as we
receive. . . touching upon the ears of our body, changing.
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SOUNDINGS: plumbing the depths of sound and in / of me. All sounds. Touch releas-
ing things into motion; gesturc realized / resonances of texture becoming song. (Music:
the process of living, sounding.) Improvisations, my violin playing. . . an overflowing of
myself in space. Sound as a physical reality, touching upon the ears of the body; (“upon
the string, within the bow. . .breathing”) . . .reverberations within the skull becoming a
changing landscape —a new music.

I follow the line,

am molded by it, yielding, as I mold it

like a brook after rain pours through

dirt, rocks, trees and grass, finding

new subtle twists and turns as things move,
are moved in the flow.

improvisation: a process of discovering (though usually it implies inventing and
demonstrating of one’s imagination within a more or less given framework); here as a
process of focus (the deeper the focus, so also the process of sounding the river, plumb-
ing the depths) on a sound-texture / gesture and learning more and more of the nuances,
details as well as the expanses and horizons to sound out.

melodies of timbre / texture / articulation: a new sense of melody of sound, rather than
only pitch at root of the structure. Here the tree expands in various seasons of human
growth: our awareness(es), feelings yielding upon the string and drawn across as the
breath gathers in the roots of living.

gesture: (the bow upon the string, the wood, the metal, the tightness, heaviness, caress-
ing, drawing out, pounding, digging in) hair of the bow.

I start from where I am (which is not the same as starting from nothing); there is alot in
all / around us all the time. (Nothing prearranged or anticipated.) It is just a matter of
letting whatever is necessary come forth, to be heard (which is not the same as repeti-
tion of habits).

as one sound unfolds, I follow it with my bow
bent thick or thin upon the line;

gut and metal enfolding, stretched taut

full length the black wood

a pathway of no stepping stones

while fingertips find footholds and swaying,
sing a resonance of lush green.

Improvisation allows for the logic of our total selves to participate; what comes forth is
‘the coherence of the sounding gesture.

- - . possessed of the sound / in the depths of its resonance; being at one with the per-
former through gesture; through practice (performance, meditation, listening) becoming
more and more clearly a richness / multiplicity of one; not possessing the sound, i.e.
thinking of the “best” technique to develop the “musical idea.”



What happens to Art and technique in all this? The learned systems of Art music are
but a manifestation of control to establish a seeming coherence that is already implicit in
the material; but the illusion of order that satisfies is the same as the illusion of freedom
that is in improvisation.

To be naked in the depths of sound and free to reveal our nakedness before people; to
be as we are and offer our findings: Sometimes the line is more straight and sometimes
more elusive, twisting and changing direction; very rich with the details of all of it / our
richness. Sometimes I come to a dead end, suddenly stop and wait until something else
transports me to a different place of song (singing way). Or sometimes my energy scat-
ters, reaching out, contracting, swirls and I, going with it, like a meteor of free associa-
tions. And sometimes there are utterly black voids of such deep hued resonance... .

Improvisations are transient; they come and go. Perhaps they should not be recorded (so
I thought for a long time); or perhaps a record (a diary in sound) is the most fitting.
Notation is no longer important here. Compositions, on the other hand, have become
the “literature” of music (objects notated, analyzed, pillars of culture), whereas essential-
ly they too are displaced in time, perceptible in that moment of passage beyond words.

Improvisation: so easy / so difficult depending on which angle you’re looking from. Ac-
tually, it is neither, for those who engage in it. All angles converge on the present mo-
ment, touching and then, radiating from center and out into time, becoming song:

“Songs are thoughts, sung out with the breath when people are moved by great forces
& ordinary speech no longer suffices. Man is moved just like the ice floe sailing here &
there in the current. His thoughts are driven by a flowing force when he feels joy, when
he feels fear, when he feels sorrow. Thoughts can wash over him like a flood, making
his breath come in gasps & his heart throb. Something like an abatement in the weather
will keep him thawed up. And then it will happen that we, who always think we are
small, will feel still smaller. And we will fear to use words. But it will happen that the
words we need will come of themselves. When the words we want to use shoot up of
themselves—we get a new song.” (Orpingalik) M.G. 11/1/79
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Improvisation: Towards a Whole Musician in a Fragmented
: Society (1983)

Hew is it that we have so thoroughly omitted improvisation from the experience / musi-
cianship / training of students in practically every college and music conservatory? .. .or
perhaps it would be more accurate to say “excluded?!” And, if it has been excluded,
then what does such an act tell us about our culture, attitudes, and value systems? What
we choose to teach, what we choose to enact and share informs us as to what we con-
sider valuable, to be perpetuated and socially acknowledged. Pieces of music.

... but the saunterer, in the good sense, is no more vagrant than the
meandering river, which is all the while sedulously seeking the shortest
course to the sea, muses Thoreau. Walking.

How is it that many composers whose works are part of the European classical reper-
tory were known in their time also for their talents as improvisers and that today it is
rarely part of a composer’s activities? Consider the training of a composer and per-
former: what was the difference between composer and performer in the past? What is
the difference between composer and performer now?

Our systems of education encourage a splitting of the mind into intellect (a comprehen-
ding of things at a distance) and performing (an enacting of the rules of performance
practice).

So often students first practice “the notes” (those tiny dots running upon the page) and
then add “expression,” like putting salt and spices into a dish that doesn’t quite taste
right. And so, also, we practice our scales and exercises as preparations for pieces of
music, rather than as soundings: ascending ladders and enrichments of the muscles of
our musical spirit. We separate the person playing from the object being performed and,
in the process of realization, what often is expressed / experienced is the chasm that
yawns between. How then shall a piece of music/ the musician become whole?

A naming of things;

a pronouncing of labels;

a closing of doors and windows, shades down;
an assigning of tasks;

a limitation of possibilities;

a division of labor

the act of definition

is called efficiency;
is the way of study / technique
so defined, defining what is to be known
(accomplished) and how to arrive there. . .(not here);
is fragmentation

. . .s0 our theories (perhaps, even as-realized / as-what-should-be-
known) divert us from full perception.



It would seem to me that improvisation is that instance of mind being whole, of weav-
ing the fabric of many threads—music theory, compositions studied and rehearsed, ear
training—into the present moment: the whole musician sounding. :

Music is a synthesis of cognitive processes which are present in culture
and in the human body: the forms it takes, and the effects it has on
people, are generated by the social experiences of buman bodies in
different cultural environments. Because music is humanly organized
sound, it expresses aspects of the experience of individuals in society.
(John Blacking, How Musical is Man?, p- 89).

. . .in-culture / in-the-human-body (bodies): a continual dialogue of becoming. The
human being as the central concern. “Soundly organized humanity.”

What does improvisation ask of the performer that is so different from
printed, through-composed pieces of music?

. . .perhaps, “Who are you?” “How do you think or feel about this mo-
ment / sounding?”

Not pieces of music; but, rather, people making music.

I watch orchestral musicians performing, eyes glued to the printed page, often with their
ears (apparently) closed to the sound around them. But, then, how can an individual be
responsive in a large corporation, when they are obedient to the beat of the conductor?

I have heard from professional musicians regarding my scores, which usually are im-
provisation structures utilizing a variety of new notation procedures and performance
techniques, “Anyone can do them” (which is true); and then they add, “So why should I
do them?” It is almost as if the accessibility to common touch eradicates the value of
something. Isn’t it true of our whole economy: precious metal and jewels, limited .edi-
tions, antique string instruments, expensive cars. . .? Isn’t the value so high because of
the rarity of the object? Isn’t it strange, that in commenting on modern art, an adult is
heard to say, “Oh, my child could do that.” A wonderful compliment to their child, but
usually intended as a criticism of the painting: as if a child isn’t also capable of a won-
drous creation to open our eyes to whole new worlds that our sophistication has lost;
or, as if it were necessary to go to school and spend years of training to arrive at some
profound truth, some precious gem to be stored away in locked vaults. “Don’t touch,”
the museum guard said, as my friend gently nudged the Calder mobile into motion. The
air was so thick and stifling that the poor mobile hung inert and lifeless until that
monment.

Our village life would stagnate if it were not for the unexplored forests
and meadows which surround it. We need the tonic of wildness. .. At
the same time that we are earnest to explore and learn all things, we re-
quire that all things be mysterious and unexplorable, that land and sea
be infinitely wild, unsurveyed and unfathomed by us because
unfathomable. . . We need to witness our own limits transgressed, and
some life pasturing freely where we never wander. Spring: a time of re-
juvenation in Thoreau’s Walden.

Improvisation: to begin with, listen. (Even in Western, concert-hall music it’s important
to take the eye off the printed page, and to put the ear into the sound.)
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Improvisation: a process of discovering. Do we allow our students/ ourselves the space
to fail? And yet, again, if an improvisation were looked upon as a process of discovery
by someone, shared within the moment/ finding with other people, could it ever be
unsuccessful?

Play two pitches, alternating back and forth—each sound always somehow different.
Consider varieties of timbre/ quality (like on a bowed string instrument: bow speed,
pressure, placement and articulation), dynamics, and duration. Hear each pitch ex-
perienced as within itself, sounding. Hear each pitch, also possible, as related to the
preceeding pitch. Juxtapositions, confrontations, extensions, suspensions, transforma-
tions. Hear the sound as responsive-to/ at-one-with the energy of the physical gesture,
rooted in the body/ needs, in the presence of the person (you) at that moment. . .like
walking the same path in the woods, all senses keenly aware and noticing more and
more nuances and/ or relationships changing, and even something totally unheard before
emerging. Practicing Bach and finding in-him/ in-me new, fresh/ refreshing soundings.
(Gluck complained that the singers so heavily elaborated—improvised! —around his
melodies, that the tune~—his tune—was unrecognizable. Yet, did he really mean to en-
courage the dull repeating of skeletal melodies, backbones without flesh, as we endlessly
hear now?)

Consider the glorious moment of the cadenza in a concerto: when the orchestra lingers,
silently suspended, and the soloist has the opportunity to bring together the composed
musical material in an enlivened musical moment, “Now, this is tae way I see/ hear/
think about it.” Now: this moment, improvised, realized in sound. Each performance
unique, responsive to the experience of the composed music as played by that particular
orchestra, with that particular conductor, in that particular concert space on that par-
ticular day. . .Perhaps, sometimes, the soloist might even sit or stand in silence, when
appropriate. And how would we, as audience, respond, being placed in the present? A
new music unfolding that we would have to participate in, without expectations, if we,
also, were to be present! Yet, what we teach our students is to perform, by rote, the
jottings of some dead editor, seated away from the reality of a particular performance
and working out a through-composed, for-all-times-to-come edition. What have we gain-
ed? What have we lost? Again (and again) what does this tell us about the society we
live in?

.. .music can never be a thing in itself. . . all music is folk music, in the
sense that music cannot be transmitted or bave meaning without
associations between people.

Blacking confronts us with radical insight. Who are the folk that attend concert-hall ren-
ditions? Associations only through past imprints, phonograph records over and over in
the brain, or as rivers of continuity/ the score brought to life in the present moment
“between people?” Consider all the student (and professional) recitals of Corelli’s La
Folia: the melody played and then played again, unadorned! Carefully we program the
computed music and evaluate the number of wrongly or imperfectly performed notes.
Our educational process becomes a perpetuation of class values: an investment in the
past, with payments in the future. In the process, we lose the present-moment/ finding.

Improvisation allows for the logic of our total selves to participate; what comes forth is
the coherence of the sounding gesture.

My son, then about two years old, bent over, looking: the thin layer of ice-thawing -
bubbles and rivulets of Spring coolness. I learned to see again: his vision awakening in
me green and purple limbs, as the earth brown tumbled all around us.
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Avaust, 1968
~— Blveberry Picking ——

To build a kouse} never before kaw’:j boilf one
qu7l5et€, we began with thovghts of a lean-to for
Sommev “V::? and that geew inte o log cabin , How ?
So maw ques Ions ... (e;;ewéia((y, eovld I do it 2)
with no Answers exceft resolved” in the doing .

Rabbi Nachwan said @ “bhere are no ob;faclej) exceff
for theiv willing 4o be overcome : and i realify evesm
Hhese exist Sily in the mind N/ T learned of 'myself
and became 56'0:5“' ‘FN it vee and we uv'm/ ovv "cabl,
nwow and love it.
vt 4o build o hovse, a full house for 7/eow-romA

told Vermont winter [iving ..., seems (iKe' & fantastic
w\éw‘tﬂd{‘:ﬁ, b¢7/M~A m7/ strengtih and caram‘h’aj v:o‘jkf
Now- (1”\@35 of | self 5 Jestrvetive of doing ... the
action 15 always 5&‘»“,‘&\") ,“|'5e\{1 b&c\j gno.) It
will talde la»j j e dovb€ of that , AND Amu\.‘, T am
:.lmw:ji . We vl in reclks Por the walls and dail

© for Ahe ‘Age«r nes and u:}oy thei~ wejk{' T
%7’ M’ m:di;. ' ‘

T ‘brovght Crtovae o £he abandoned Jrami"l'e 1040‘«7’:
k«y ev€ and “blasted hunks tvmbling oves ivfo a deep ?."f;
frezen n P(a:.e, now and the Pﬂ' 457;(2& wile vai watev,
When we got theve, we realiz-ed & was impossible. to

record £his : 4the ..;'Me. resence. of 4he gigants cKs
svs pended in silence.. ¥ ’ IOTE TOY

L wonder aboul concert halls and all +he stuff
called cultwe.-, as we drop fong of bombs on pesple
i homes withvoof £lush €ot (et; ov Con edison , £the fiwres
[ravEing the stvaw wind bt"‘”f_‘j mvd over while |
‘@‘?0 ?:ngk- seats and cold conirete. of o ‘moon, rewltj:j
5ou‘z:€7/, do0z28 cnun ..
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The sovnd sf crocRets is endless ; each Ufe
?4153 s own wmvsic ... Awd the trees {:(QWU i the
windT 4he £otal mass ,bemiu'y €0 an vnseen weght';
w\.jv‘mwk) encla, free MW'@ if} own. rh .

amd, i i£5 own way, responding . “The old dead trees,
Liwps boldly osutstand’ 5 breald and prevee €he
Fleshe tw theiv » 4':1-‘{'7' ~—— [ife and death wukKe
semse. in the Woeds. -

W‘“// “Mds't &onwt5 ;kw‘t' A‘b 9!307, N MVUSEI
pieces of lonfelt gestwes in dregsed tails withoot love,
“L cawt think of the tune mow, bt if I were
bel 3:? in dhe cows T covld 5o':j i Wit any
‘fr‘oggl&. ’ﬂ\eweg Mo 103}‘#“”\ of mvsic ot MWWn&;.
Zt's all 'dwf&-’ to [isten to and sing with + an expression.
of Mjﬁd{' Nzc'-(:'(owt':j. Tt's (w Ehe c,;‘-l-o‘g ‘an) bot”

L liKe space. .

T me. its the wa 7’w 00l «f ‘eh::js'
and Huf e e,) someﬁnu; and even lwre{:{!lly
often, as things allow fkems'e(s’y €0 be seen.

She 529-9&5’?&4 we turn —6&!—17(4%0 oNn 4'4"5 side and
Ahink oF it a5 a (addev,

A§ ‘f‘tl— com?o;a""fm clhf} ‘MOVZ'A« th"oF-doﬁ'f
and inte the s€veets, our whole fyarsred'ide- Mﬁe&.
We weve wo longe amvsicians bt could mow be Zharged
with ﬂ&‘;éwb;ge:dse. peace” of covrse i we J’t' e
f\mrm%‘ From u""j then i€ wovld be all right F pot
Lhen gm'&. I At think Hhat we coutd “be %oo
Aayerws, compared to the iv'jom.“ze& murde €hat
ovr” 4overnmest (silently, we) “were .‘KFI“ctiy all over
dhe world,  Music. Decame something elses Hhe,
concert hall anl‘( ones of il‘; ovtiets.

Tves wekes of a music, that s the ex pressions
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of 4he higher aspivations of the people. And he deepl
believed '?u WMME‘{' , his own mt,:g. pver-veachs Py
towdortavle seats, leaving wmove 4o be said ... he
(s tenev ’fﬂr‘t'o'co'?xe:v:ﬂ.
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‘{aJL 4o b&ﬁldﬂ'& ditfevent . And we cquld beafrad
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bejﬁ clear , is real o me. Later i Wil bt Afﬂ:e«'enfj
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B '1/5/82.
Theve are »éhase,wko.ﬁa?/ that [510 .
i5 a 5{¢'A;~3kf (ine. .
T say, (et loqic be
Foll civcdle of the se(f ,
ea‘rmdo'? 5[0«)‘7’ as the Aue red tint
o the overshadowed moon veveals
WMove and more NnvaAnces
D‘f' IANEY 50»’*\3.

‘l/ 81.
Covld i€ be that all learning (coviosit
accomvlat '::j waormxfo'ow, creaive Ahinli ) ﬂo,)
is bu€ an Extension of the instine€ o sorvive’?
(Loolding ovT of 4he jws, N "‘.D ~ opsevving the roq‘l’/
e envivonment , ete. so as €5 deal witly 5{1‘\1&2’0”5 be&ev,)
We opserve and 5o learn te cope with | to endvre and,
os5ibly, a new vision reveal, fofem'v of clenched
E»‘fﬁ } ?Alm G.Kfv’&é ! An p‘F"FZQ’; J
Ever ‘Hv:;p has H’; own logic . ~The yo‘&'ﬂmf
5»"7795&61 is 7o o‘t"’ ‘s rather Ehe wov ki ot of me
?ﬂ(‘e""“(" w:x?’ hat” vealizes the meeds £7 certans
OV AMIS ma (pecson, social grovp, ecvlbvre) in ifs swn
specific way . The need ~urge 4o be realized elaviFreakion
oE procedure ~—— is the soucce of enerjy whith finds
s own logie /form  (dhe brook flowing™ down hill petween
Cocl and £rde ——._). Systematic , :.:‘20:{::«:. ov whatever
{abel “’Y?“"‘L; is the gvtward manifestation oF the
vrde  (the will) 4o be [is 4is Nietzsche!'s “will 4o roder“?]}-
to become von.
The will 4o Ruow wafvrmxes'n\) related & sovvival,s
as, alse, art/eviture related 4o cohevence (“[‘v“o’y{{orm)
of its oOWW. —~—— a5 o Kind of 1’57’0&?& sorvival’
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[GrmK virky s eadh one's swn 'exceﬂmce, mique ¢u¢g7 form’)

4 /81

we live in a }oc,od' that 9(’025525 Auomfbskﬂen{‘
~ 1o achieve 1705}355“‘%5 50 a5 to demonstrate and extend
ouv owuﬁ ovr C«A?MO 4£o contvel 5u+dxtn m5 ?eople..
Av\é -eh. - ‘fo Mman, Ze,f ”f&‘ent‘ 0S commod +7 Av\A
r'euvt’oan.gé A5 Mo 7/-0\0 ec 5 widhh f&hm?“& 0
“mastery? (th“i!fy k"& a~s an i e of a ex,
rather than as “virte"/ the c(m+7 of pover contered
within each_ one self) leads vs o |
eﬁ?{os‘(‘u‘tsm of s talewt (our;ewe;) amé be.?'m\&)
'to/aml of others.

4’5 §l+ 5to‘| and ttﬁfew ~— 50 45 at (A;t'
€ hear ~— and Pe nourished ly?/ ~the -Fuﬂm ti is
arovnd Vs ¢ Mﬁodndt «/orhl, £he whole Lus‘(tar
of hwmanidy (of mysics of £iwmes ,be-Fwe. as well as
of mow and in sther s paces) com —hiytw M DUV~
- 5elde5 eachh one now ij 'mds;ug;s) T e momenT of
m\&og WMYS 1o [W& ave the resonance of Hhis Foilwess)
heve.

484
T awm intevested in the real +7 of sound N—H{e fuil
Jockbultz/ aF Sound (A“ &5‘72:1'5 o(:' 5909\A4 )
To indicate »Po'{'f-k As is to delineate Al
i € to focus F'—' on 4t (as in
ﬁwapcaw concert hall music %) is €o (imid “’7’
def:;d"cm of the ww:je« ven) the £uliness of
S0v
*(4.— o Wistor 7’ of i “mfwn ~ Western
Eurobean msic ~—'w 'Hs A’cécfvd% and valve Systcnts
,basaé on rPu‘\'ék. and AW"A.‘t‘M 5{ruafmf¢- s
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not ﬂw follness of 5ooné but rather {k&oJ4mz¢m
of cevtain aspects to be worKed with and
focused on.)
1o hear a sovnd —~——the p‘\ sicality of A sound vpon
our pody~~—15 to experience much wmore ghan
com ever be notated (nuances of testove, ever-
chritng speckrum of harmonic /neise ,bahwce
m&ocdu?‘fwyw) sobtieties of' d mmccj , Hie arak
of breathi /?k.m; ). Notafoow can ml7t ‘ndicate
M)‘Fec‘tﬁ cp e whole soond! je;éw'c
Tmages of things Focus in with veferences to past
exbhevience.
What is necded , are ?mt’ of de‘m«-tvre«/ open doors to

VeV~ edatritj onfj s
.[OV‘f (me, ‘Fw' o (&“'UI&-AMM{@'&fhn}

’7/37

- 59 4‘50 'ﬂw 5wn ﬁ‘ ‘v rowswtuw\; AS
)ow'new/f m‘éo oym~em!eé Foond - spoces —~——
o beann Somewhere and arrive at some sther ’\’M
theTpathys) to be taken, unRuswn af the outset.
How di F‘F&V&Wt ave ‘HA@ %/‘wyrodgutwn;trvcturg
(some mof&, some (655) Wit the FrameworK delineated
beforehand f

)

Wk -&ke vwhw 7 (fwm and I play one of 192 centur
') /\~/ vt an'archaic fnsfromen
kege. da 5 of electronics T (some humor here),
f_amkramﬁm ¢ ana-chron & out of €me 2 ]
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%5 of what has been (as if static) ~ and even-
-khm the vielin of' acky and ’P&p.mtu and
of' p-éixev' evitores is 1wte diffevent . (Imyq

e(‘F'vf“\M«_ 1,mc{'oc¢5)

Ahe mtw\. i5 as deep ond rich as 4he voice of
A wkere./ all -Hmt is /am\ be 4”71{'(4 "5 5 all
Avvehings reﬁmmces ossible .

myeﬁ (pre-set havits) ?wcd-‘i‘yo;e_. vs o what is
wkerws what™ can be is alw a‘?éu-'éndel
~ o Avee iercdtjp\.‘étﬂ\ Aojcodev:ﬁ

Notiee | the sarophon. dosen't have this problem ;
s too $é°“ not Wﬁtjkfeé wi 1 the lu5tp'7'
af' f?e«'zﬂ'\wu. racticds 4.4 alse associated
N a music ~—J47-z.»- Haat valves the \/mcg_
(-ekc. Gue Soonb)” of each musician (thovsh
in the hands of a AA;;;‘%IIY tramed orchestra(
mdﬁi'uM ;{' Tm:l{h’ takes lon the 'Pace(csj
pland m‘ len& iy witle all Hhe othevs jn
%L wrrv

T (iKe the word ¢ ‘archaic”. ~_ Tt rings o a ""”"*"-:
dee‘a-wo‘ted j IiRe the word Tgharman'

veme to weite of i YfOV‘ﬁh't‘”\ AS {:nwel; of cencert
tovrs m~— pee ples and places encovnteved. ¢
5 o Pl g ertird
)rowo _ﬁf and &LpuA; .....
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a ﬁvmmoni'_\j of ‘Focu;-

by Halcohn Goldstein
(for Joseph Celli)

a vikval (internal process realized i soond).

a JCW'{ 5\?’&500\\ process of {v‘auj-Fvwmxbioi\ )(a,\«w; 5
Some MPec‘t' of "sovnd cha ;:\j ~ lovdness, 104[-‘4'71,
e, ete. ~—- ver 5&»017? expleving ¢

Jaw‘e‘éie;/ dffevent 'd vees of 1rans arM‘h‘m}'
alferations of Key 1242(5, allowing o molti phiowics
buz_ziﬁ5) rnﬁ‘?o‘gﬁ) ete,. altévations of em\?odd«:uwg-
Sometimes chang "':ﬂ seveval »‘mramz‘tu} 5¢'molfh\ueovsl7l
as waL\ As ave«-\ar P ~— uﬁ.‘v eivevige prex&(d:j g

CM 75) al “’A7’5 a Ccnx‘to'wvuj 50..:.4&),

rrer &ll Mais £ronn o point of simaple foevs  Erams formed

wmto a v-:;\u\e;;) -lel in the exhilavation of "’"“A‘ﬁ

and dwelled within : Z«V\COMFAS;@ A Nnew ‘Foco;)
expansive awd ycb centeved.

for wind instrvment ( yre&«u\;ly engbish hova o ohoe)
(alse 54x0yk°”e) 'g;iﬁ C«laﬂ'u;f; clavinel
passoon, ov Flute)
sole  (or, if yerfvﬁw&é weth mol{n‘yle ingfrv Meu‘td:sts)
few each €0 center vpon their own ‘?v’or.e§§)
a very avadval process of fransformation
“/(A\\Am‘f; ;OM Ai?ﬁdt n‘ffoﬂné o be ckuy:':g)l
¢ explove vacieties (different J:jv'ce&) of tvivs formation
(From )’Ejk‘H ?ero&‘aff ble~%o ver lﬁvje, chawnges,
W:W*' 4he ZJ rnye. of NnJance Jgruj o{
change 'yo;{.\vle’h e ¢ ¢ g .
* explove Vv radval aliteing o ey [ev ls, s
y‘““l ;'V\ c.ojm\:};untc'vw(s) )UulloWiyY‘Faf md,l‘l'c:’,gnza})
bvzzigs, v-a.fyfvs, cte. to ocevr,
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¢ explove a ver 9r adval aldration of embovehure
(possibly inclvde slow &sz of position of
‘e Vyyer dorse, |ike o very slow dance),
¢ expleve cha ﬂd&"ﬂ( ’yamme‘t&ff simv{taneovsly,
a5 wellag over\upp: , ete. Ke:

T . A
g) Key ehame Charge level and rw position

) oo V4 embpuchvre Wge—»
ssi\e +v vse elecfronic amplifreation , wits
“? radoal ¢ 2; of wind lnshroment ?vﬂ‘h"\
" re\ai'ww To wmicrophont, and other
eleefronic. wodifileationg a,f— Ahe sound.
vﬁuq circvlar ;bv’m'ﬂtwq , that ’s, always a gontinvovs
Sound . (TF *‘v; is mo‘t possi ible , see below.)

avitval (internal ?rvcc;; realized in spound):
‘d‘& rocess 5&*\5 ‘Ell ers | A VeV ;lw/ cre;cewlo
e 2:& ‘Ekm‘jrmiw\tl.{ %alb’odjw o‘d\z(' ?arAmtteV'

€5 -

eventull ) afder a minomoma of 12-15 muw'tes
ihe dynarme lade( 5‘19#‘&- be £££
and £onal mlrh/ be vl [the qu?lu& scove page
A Mrwmcg AV\A Mm;7/ can be vsed : A5 A &ntrnl
(rich in 4he -Fvll exhilaration.  visval omf of me ation,
,G 59.MA) rom ci wvmm‘t o A§ A. more § u.fn:.
o be dwelled withing score v be realized Au\ml(?’
Fov some £ime, 7./ alid /fg,‘twc of +the (Mes
—ﬂmcl(neii lA ement on e Pa4e, zf«'a.
4o be e;cyreﬁed a.; f.mbre fe,ct-we lwéwg
f"""’k’ ete. ~—~ 5'tm' —Frow%& &P«Kfel"

amd  wovr Ktv towavd LR ovter l;n&})
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’ féke F}'ﬁt’r@ can end i ome of 4wo ways: S
) if 4he foevs has Grvly beew arvived a»‘t} therve
i5 no need ’fbjo 'Fv‘t'ﬂ\ﬂ'j J,wet( within
that sovnd, comstant for Some fime, and
then ;fo .
D) if the 'Pev'gvfmw feels Hhat Ahe indwell;
‘\M moT OCC\N"?/A) Ahew 5{9? the [Mgﬂwa&
shrvptly 2‘“3 ?h;med«"\tely articviate :
’!f ,’f’[ ’»y [ 2 e, 50 or wove times,
( f = the m‘dx., 110'37’ ££8 “Pocus" ;’wAA/:
I's a ‘4:‘5‘\ ?(zv’r.o. Pdrc Fl‘b«‘\ fff_;
2 = fasC in-breath) ~— all of these eloments
and their wePe‘ﬁﬁm\ <o be Pev"FW'MLJ eymcﬂf
consfant | as €o ?ffck, lovdntss, dvvation,

ete. ( -ﬂw{ujk <he P&rfvrww can et 7(’1“4‘
any “mebrovome” judication felt appre priate),

[Addenda: TF 4he f“’?ﬂm is mot capable of cireviarc
yreaew'g , then: all out-breaths should betoy , thovgl
et nessavily £he same duvation , and all iw—bfﬁfg hs
consTmt , i duration. about 2 seconds j £he govnd heard
affer the in-preatiy should be the spme ~ piteh, :1m({+'y,
lovdw%é, oo, ~ as when £he sound ;h:ﬂmé , previevs £o
the- in-preatin s sounds shovld it “‘“’“Y’ end wih a
decvescendo s 4he sense shovld pe affer a while, almest
as $ the iw\fruﬂ» is mot an a‘u'bev'w%('&«n of the §ounéfy
f— v‘p\‘ﬂ\f««' MWove. —Hap;eng-e. ,f— (l‘nﬁ. of: ijmA M(v’?/;b

T e

Tandaey 22 y 1417

Novwi aL\,, Vernwont
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' k 18 /11
o Driving pad B Vermont a- alot of fimets thinlh
akbovt ovr gdwjn:b‘om v:garéo'g £ailore [as concerned
in “a ;Jm.mm':j of Focvs*). T realized Hhere are
seveval »ﬂu‘:j; avolved heve 3

’F“Vit’ Ahe wind ‘,\a e f} imvelved in an Mtema(
precess (m"h’al) realized ej_‘_‘fefwul(y’ ¢ Per("ovnvmceh.
Ahe First fﬁrt of duat condition DnﬂMAl] O‘M«“ej a
spivifval state ( process of reacliyg £0) wWhich, manifests
‘ 58‘{*’ bot (s mot concerned N%L-Hse ?k7’5o'¢a‘ Cfeahnd?ué)
Sounding . Tt is realized and imwmersed in the ever-
e.#?pm&y CoNnsciovsness : a deeFew‘:j within the
brpadawty Wovizons ;c‘mul»i'aweasy(?/.

% —W;; MFect cov\Ao“h'pv\ ’ ‘Fm' ‘W‘& is ‘nof'
a threatening o delilitats -kl«:j sinece there is
"o €)e inve Ved, but rathed o process of [earning
more and move, and of becoming one withh +he
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The Politics of Improvisation (1982)

these words

written, black upon white

heavily indelible within the mind’s eye

should be heard,

sounded out as wind articulating

utterances, leaves fluttering in Autumn

to sign the presence of something passing, unseen but felt
within the spiral of the ear.

“The Politics of Improvisation” was first presented as a talk at the “Alte Schmiede” in Vienna,
in May, 1982. Alte Schmiede: the “Old Blacksmith Shop.” A place to forge, out of red hot
metal, new ideas with which to tread upon paths as yet untravelled. A place of renewal: fire,
of endless becoming and transcendence, and metal, of being and prescribed form, coming
together in the passage of redefining. Now a place of meetings and exchanges/ changing.

The original presentation consisted of walking to various individuals and places in the room,
posing a question and pauses for discussion. (The questions were written on separate cards
and could be read in any sequence.) At the end, the audience was asked to submit their own
questions which were read aloud and stimulated more discussion. I welcome such a continu-
ing dialogue from the readers of this article.

Once upon a time, I imagined a piece of music in which I invited several musicians to my
house to play some music. When they sit down to begin, and finding no music, they ask,
“Where is the music? . ..to which I respond, “You are the music!”

At the time I smiled at the idea, but later, as it lingered in my mind, I came to recognize
the radical implications even within its simplicity.

(and so the story begins. . ...
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What would happen if, in an orchestra,

a violinist (one of thirty or more) would get so
carried away with a musical passage, so as to begin
to express their own individual sense of that passage?

What would happen to the violinist?
What would happen to the orchestra?
What would happen to the conductor?
What would happen to the audience?
What would happen to the music?

Can you possess a sound?

Can you possess an improvisation? ‘

Does the improvisation become more valuable if it is recorded
and copyrighted and sold?

Would you listen to a live performance differently if you knew
it wa(s1 >being recorded and was to be released as a phonograph
record?

How do you judge a concert of improvised music?
How do you judge a concert of classical, European music?
Is there a difference?

How does a music conservatory student judge a concert of
classical, European music?

How do you judge a concert of new (never heard before by you)
contemporary music?

How do you judge a concert of music from cultures outside of
the European tradition?

Why do we judge concerts / pieces of music?

Tell me please, do you judge each tree so critically?

Does the training of a musician, of a professional
musician, reflect the value attributed to the music?

Does the value differ from the “unschooled”
training of a folk musician?
. of a jazz musician?

Is it more valuable, less valuable or just different?
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Can you copyright an improvisation?

Can you copyright a music composition?

Can you copyright an edition of a music composition?

Can you copyright a book discussing or analyzing the music composition?

Which is more valuable? ... Why?

(Wind upon my face
coming and going.)

Is a composition by Bach or Beethoven
(or name your favorite composer) “perfect?”

Can an improvisation be “perfect?”

How is it that many composers who performed in the European classical repertory
were known in their time also for their talents as improvisors, and today

it is rarely part of a composer’s activities?

Consider the training of a composer and performer:

What was the difference between composer and performer in the past?

What is the difference between composer and performer now?

Have we become so specialized as to narrow each spirit into the appropriate
slot for the final accounting?

How is it that as the price of printed music
goes up so also it seems that the value of living
people becomes more and more worth-less?

(music as rooted in the living experience)

Could the decline of imFrovisation have anything to do
with the development of the orchestra as a major institution
in classical European music?

Could the decline of improvisation have anything to do
with the establishment of large businesses printing music
available at a reasonable price?

What happens to the individual (performers and composers)
in the context of these larger institutions? S
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Have you ever, in the act of doing something,
realized it would be more meaningful ‘
to be doing something else?

What would happen to a classical musician

at that moment performing a sonata?

What would happen to an improvising musician
at that moment playing music?

What would happen to your life?

When listening to some favorite piece of music,
performed by a different person or ensemble, do you recall
previous realizations?
Do you compare them? . . .at the moment of listening?
.. .afterwards? ever?

How is this different (if it is different)
from listening to an improvised music?

Why, in classes of musical
analysis, is the object

of study dissected in terms
of harmonic structure but
the sound of the living
music omitted?

In an improvisation, can you anticipate
anything that will happen?
.. .How does that make.you feel?

In an often-heard piece of music, do you
anticipate anything that will happen?
.. .How does that make you feel?

What does this have to do with the musical experience?

. . . with the social/ historical experience?
.. .with the personal experience?
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Why are limited editions more valuable than unlimited
editions?

What does “valuable” mean in this context?

Would the print be less an aesthetic experience if there
were more of them?

Does that make each human being, uniquely one,
the most valuable edition of all?

Singing.a tone on each out breath,

over and over, the same tone for a very long time. . ..
what do you hear?

What is constant? What changes?

Do you attempt to make the tones (dynamics, articulation, duration,
quality, intensity, etc.) all uniform?
Do you allow for differences to occur? Do you enjoy them?

If this were part of your profession, would your attitudes, of above, change?

How do you feel about a person who is illiterate?

Could you respect such a person?

Could you imagine working under such a person if he or she were
our cﬁrcctor?

Do you think them capable of conceptualizing as subtly as you?

What do you think about a musician who cannot read music?

How is it that every school in the United States has a music appreciation course
with major attention given to the European tradition of classical music?

How is it that very, very few schools in the United States have a similar class
in the history and appreciation of jazz?

(Or is the issue here not only of class/ culture attitudes, but also of racism?)
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Why is the musical “expression” separated from the piece of music? Why
do students practice the notes and rhythm first and then add “expression”?
- add it like slpice on top of a cooked meal, rather than worked into

the process of cooking.

How would you respond if a soloist, performing an 18th or 19th century
concerto, would really improvise the cadenza in the midst of
the concert?

How would you respond if a musician embellished and improvised around
the melodic-harmonic structure of an 18th century music repeated
section (as was done then) rather than simply to play it through
again, but softly (as is done now)?

Could that moment ever be captured?

Would you want to capture it?

Have you ever observed the facial expressions
of a musician performing in an orchestra?
of a musician performing in a string quartet?
of a musician performing in a jazz ensemble?
of a musician performing in a rock concert?
of a musician performing in the street?
of a musician performing on a hillside?

What are some of the differences?

Do these have to do with the music being performed?
.. .with what you experience?

Who is the architect

that laid the foundation

for concert halls: seats all lined up,
nailed to the floor, rigidly

facing one way?

Do you ever feel the strait-jacket
or urge to stand up stiffly

at attention while the orchestra
performs as if

on military parade?
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When an improvisation is said to be free
what does that mean?

Free from what?
Free to do what?

Can you listen this way also? _
Free from the images and expectations?
Free to receive and participate?

When confronted with music that incorporates improvisation,

why do most professional musicians feel threatened and often

say, “anyone can do that.”?

Because anyone can do it, does that make it less valuable?

And if anyone can do it, would each person do it the same way?

And, if the professional has lived with and played their instrument
for many years, would their realization be different and, if so,
in what way(s)?

And besides, do you really believe anyone could do it?

Why do students of music study editions in which the figured
bass (the standard 18th century improvisation shorthand) is
totally worked out, note for note, and often poorly realized
by the editor? ...(What’s his name?)

Who gains by this?
Who loses by this?

Is a musical improvisation a piece of music
or the whole of music?

(Why are selections of music called “pieces?”)

If an individual were to realize the raga Bhairava every morning,
would it be the same “piece?”

If two individuals were to perform Bach’s E Major Partita in
different eras, would it be the same “piece?”

If an individual were to improvise upon the chord changes of “Body
and Soul” in different countries, would it be the same “piece?”

How would you hear them?. . .listen to them? Would you be the same
person afterwards?
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What does improvisation ask of the performer
that is so different from printed, through-
composed pieces of music?

. . .perhaps: “Who are you?”; “How do you
think or feel about this
moment/sounding?”

If an improvisation be looked upon as
a process of discovery by someone shared
within the moment with other people,
can an improvisation be unsuccessful?

Is it possible to teach music composition?
Is it any less possible to teach improvisation?

If composition is included in the curriculum of most colleges
and every music school, how is it that practically no school
includes improvisation in its course of study?

If improvisation were taught in every music school,

would that make it more valuable? or less valuable?
to whom?
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Can you name the 2nd flute player in the ... orchestra;
or the 4th horn player, or even the lead viola player?

How is it that devoted listeners to jazz can name all of the instrumentalists
in an ensemble?

Why is the capacity to name the people so different in these two situations?

When you go to a concert, do you hear the piece of music as an object
(Symphony No. 5) or as the sounding of people, for people of the moment?

How much do we think of a label,
which identifies an object,

which conjures up a sound image
of a recorded rendition

. . .while we sit and listen to a live performance?

Can improvisation ever be heard this way?

Why is “improvisation” a special word?. . .
when, in fact, we improvise all day long and
in everything we do.

Do other cultures in the world include
such a word in their language?

Consider what I am doing here/now; what you are doing-
the way we are relating: You, listening to what I have to

say and I, talking and wondering who you are and what you
think about all this.

Consider:

the difference between a lecture and a conversation;

the difference between an orchestra with a conductor and
a chamber ensemble without one.

How many words do you read each day?
How many sounds do you hear each day?

How many new thoughts do you think each day?

What do you do with all this information received each day?
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“to carry through in ‘the form™

[reflections on a performance of John Cage’s “Theater
Piece”: twenty nouns and/or verbs; actions to be
realized in time—a new theater inviting participation. ]

We all had questions. Some had answers, even before the questions occurred— but
what had to happen was that answers had to be worked out; that something be ‘dore,
when and even sometimes how and where. Again I learned (again & again, the teaching
comes and when will it be learned?): no answers, -except as resolved in the doing.

Twenty cards, each with a noun or verb; each separate on its own card.
(Unrelated as yet, to meet in a field of time/ defining the unfolding of actions.) What
shall the words be? “Anything goes—only when nothing is taken as the basis. In utter
emptiness anything can take place.” .. .So I tried a chance procedure of having the dic-
tionary give me a list of words. Amazing results!. . . Words I've never heard of, whole
new possibilities of ways/ of kinds of actions. And in working out the time score—
whole new relationships of things became. Continually, new doors opened.

[Later I would try other ways: lists of objects that might be sounded and ways of
articulation; definitions of space and movement; focuses on people—various explorations
that illuminated always new aspects of doing.]

The group of performers met: musicians, dancers, actors, sculptors, video & film
makers—all overflowing with ideas, possibilities, imagings, desirings—but none with a
score worked out! Mind had leaped out beyond body, frozen in anxiety. Longing and
fear confronted. .. The questions became more passionate. An impassive score, allowing
so much; could it hold all these dreamings together?

per/form: “to carry through in the form”

or “to accomplish entirely, achieve, complete.”
“to carry through to completion; to complete

finish, perfect (an action, process, work, etc.);
to bring about, bring to pass, cause, effect, produce (a result),
to carry out in action (a command, request, promise,

undertaking, etc.); to carry into effect,

execute, fulfill, discharge;
to carry out, achieve, accomplish, execute (that which

is commanded, promised, undertaken, etc.

or, in extended sense, any action, operation,

or process undertaken or entered upon);

to go through and finish, to work out, do, make;
to do, go through or execute formally or solemnly

(a duty, public function, ceremony or rite;

a piece of music, a play, etc.);
to act, play (a part or character); to act in a play;

to perform music, play or sing;

go through a performance.”

“prepare a 30 minute program of action”
(Theater Piece, 1960)
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We act, but the results are always in our head: Confusion of presence (present
and future, and, also, the past clinging to us) . . .“anything goes—starting from
nothing”. . .no premises, or patterns of behaviour clinging to present acts, fears of ex-
ecution (success and even perfection) and always judging/being judged. . .is it effective?
(a result)—and so the act is not so simply doing, within itself being done.

. . .which is what “Theater Piece” asks to be enacted.

And what if I choose as one of my words, ‘Kill’? an actor asks. (Why need to
choose the word?) I think of similar situations in the past: given the freedom of choice,
people ask if they can smash my violin—of course not! Why does freedom from
restraints unleash inclinations to destroy, rather than freedom to create?. . . The answer
is all around us.

Our dictionaries reflect us; dictate us our society mirrored in its confusion, at-
tempting to clarification. We are a capitalist society, laying away nuts like a squirrel —
but also with the dream that what we have stored, will multiply. Always there is the
question of effectiveness; the question of the right investment with the most returns (the
act of investing, itself not so much a thing in itself but something that has roots tangled
in the future): the rehearsal to “improve” things; the schooling for a “better” life. John
Cage’s Theater Piece places us where we are: an illumination of the present.

So also the performance: concern with the act, not with oneself. More questions;
(the encounter with this piece has reached to the depths of ourselves, stirred up). The
thought (the fear): how am I expressed in all this? (and appreciated for my efforts). —
Clearly, in the doing, how cannot we be but expressed, being at one with the action?! A
dancer sounding the space. What is important is the clarity of participation; (neither self
assertion nor denial of self, but rather a commitment to performance): the focus (might I
say, even, love?} within the event, present.

And in the process, of choosing words/material to create situations as yet
unknown, we found ourselves in unseen circumstances, forced to be inventive. Multiple
activities, simultaneously realized, becoming a new gesture —uniquely expressive. Or a
succession of events evolving a new sense of phrase, as yet unbreathed. (It became clear
that though each person identified themselves as a musician, dancer, or whatever, we
were in a situation in which all aspects of our total presentation participated in the ex-
perience. All gestures were dance/ movement, music/soundings, visual images in
space.). .. And in performance, the audience moving around and through us, the im-
agiried line between “actors” and “spectators” blurred, creating an even more rich fabric
of living relationships (without intention, but there).

Upon roads intersecting, occasionally, participants meeting in a space of time.
(Theater) And departures, too; though no timetable dictating which way, where or
how. . .and things were transformed of themselves and people, too, in the doing, so
were changed.

August 20, 1977 —Sheflield, Vermont
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Two Program Notes:

“a breaking of vessels, becoming song” by Malcolm Goldstein (1981)

The music has to do with reflections on the-breaking of the vessels/ shells
(“kelipot”) —with the release of sparks of creative energy —as referred to in the Book of
Zohar, and on the “Perennial Question” of existence as posed in Charles Ives’
“Unanswered Question.” It is the process-of-sound events becoming articulate as phrase
gestures, of a “larger” melody implied.

It is an improvisation structure in which all of the participants (orchestral in-
strumentalists, conductor and flute:soloist) play an active role in: creating the dynamic
flow of the music. The orchestra; ‘working.from a specially devised notation, progresses
from a gamut of specified events to more tonally designated timbre modulation phrases.
The flute part has no prewritten material at .all, but rather uses the living sounds of the
orchestra as the basis for the solo improvisation. It is a concerto; a. “working together,”
in which the soloist, responding, extending; combining and molding the orchestral per-
formance, creates, within the ever-fléeting moment, the vision of communal: song.

“Cascades of The Brook: Bachwasserfall” by Malcolm Goldstein (1984)

“Cascades of The Brook: Bachwasserfall” is an improvisation structure for
chamber orchestra with solo violin. The music is conccived of as an extension of the
first movement of Bach’s Sonata in G minor for Violin Solo, itself an elaborate, through-
composed improvisation. The notation of the original manuscript serves as the basis for
the notation of the chamber orchestra realization. It is transformed through collage and
other graphic devises, overflowing with nuances and implications, as it elaborates upon
the melodic and harmonic structure of the original prelude. While the orchestra per-
forms from notations of performance possibilities, the violin soloist improvises freely,
expressing the lines as tonal/ sound-texture qualities with a new vision of violin
sounding.

At the core of Baroque music was the integration of composition and improvisa-
tion: the composer/performer, the realization of. improvisation structures notated as
figured bass lines and the practice of rich embellishments to give life to melodic
skeletons. It has been said that Bach was not just a brook, but an ocean. This music at-
tempts to sound some of the depths of this vast ocean and places the performer/ artists
in a continual process of creative discovery. “Cascades of The Brook” was composed in
1984 for this premier occasion, to celebrate Bach’s 300th birthday.
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The Gesture of Improvisation (1982)

(some thoughts; reflections and questions regarding percussion music)

What does improvisation ask of the performer
that is se different from printed, through-
composed pieces of music?

. . .perhaps, “who are you? How
do you think or feel about
this moment/sounding?”

Origins of gesture:
percussion: the striking of one object against/ with another
with some sharpness; impact.
percuss: to strike (something) so as to shake or cause
shock to.

Extensions:

to strike: hit, smite, beat, thump;
affect, touch, impress, occur to;
collide, bump; '
attack.

Nuances:
strike: knock, hit, tap, rap, slap, pat, thump, beat, bang; .
slam, dash; punch, pound, whack, batter, pelt, buffet,
belabor, club, belt, lambaste, clip, swat, wallop, throp, -
pulsate, bruise;
also, give impetus, impel, push, thrust, prod, elbow, shoulder,
jostle, hustle, shove, jolt, bump.

And another aspect:
touch: feel, palpate, handle, finger, thumb, paw, fumble,
grope, brush, glance, stroke, caress, rub, scratch, shake,
scrape. .
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Consider the differences between a technique that is unconscious
and one where each gesture has an awareness of its own quality.

What would happen to the performer?

What would happen to the music?
Consider the usefulness of a technique that is “automatic” to “do the job,” that is, a
learned behaviour, and the significance of a technique that is “discovered” or “invented”
to realize needs as yet unheard.

What is accomplished with the learned technique?

What is lost?

to experience and feel the impact of each stroke,
to have it reverberate in our own body,

to resonate, in outward thrust, another response/
gesture, to continue the dialogue.

Consider the possibility of creating a technique that is the
realization of necessity (what is needed to be expressed;

what is needed to be done—needs of the performer

and the music being done/enacted), rather than only the
unconscious physicalities of some other music (time and place).

Improvisation as a process of focus, in touch with the needs
of the present music (not a repetition of one’s habits— learned
behaviour from the outside or even one’s own habits); aware
of the needs of the moment/sounding: a dialogue of discovery.

Improvisation as a process of defining a technique that is itself
always evolving.

Why have certain standard performance techniques evolved?
Could these have reference to specific needs of a specific
time and place?
What do these have to do with your specific needs as a
percussionist/ player of other people’s music?
of your own music?
What is the difference?

The function of a single stroke: to sound something.

The function of repeated strikings: to extend the sounding
of a single stoke; perhaps to modify
and give variety of articulation, dynamic
and, possibly, timbre.
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Explore the sound of a single stroke. Hear clearly
the sound —its articulation,
the overtones of its center and
the resonance following—

to experience its particular Use various objects/
presence; instruments (wood,
with awareness of the physical gesture skin, membranes,
that creates/is at one with metal, paper, etc.)
the sound. to be sounded
Hear the silence after the sound, using various objects
with awareness of your body to articulate the
within that silence. sound, including
Then another stroke, etc. . .. your own hand(s).

Hear the sound as responsive to/at one with the
energy, of the stroke rooted in the body/needs
in the presence of the person (you) at that moment.

Explore trying to make the sound always the same
(what is necessary for this to happen?); and, also,
always slightly different, as well as radically
different (what choices are necessary in these
changes? what aspects to focus on to alter?

how does the body gesture participate?).

To improvise in this manner one would have to be

always responsive to this continuity of dialogue: the quality
and duration of a single sound suspended in silence.
Improvisation as a process of discovering (though usually it
implies inventing and demonstrating of one’s own imagination
within a more or less given framework); as a process of
focus on a sound-texture/gesture and learning more and
more of the nuances, details as well as the expanses and
horizons to sound out.

Explore the gradual, very gradual transition from
the single stroke, with pause, (allowing for the
resonance to complete itself and even then

some silence after)—to the articulation of

a sound repeated as fast as possible (extended

by its repetition).

Explore with one hand sounding (left only; right only)
and then with alternating hands, to arrive at a

“roll,” with awareness of changes of nuances of sound—
the articulation, the overtones of the resonance, the
partials that are evoked by overlapping through
repetition—and your own body vibrating in
participation of the developing sound.
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Consider the differences of a ksbund evoked (bike by rubbing,
brushing, etc.) from the sound source (skin membrane, etc.).

Percussion: to strike a stroke: to hit (sound by impact)
to stroke: to rub (sound by friction)
[awareness of the physical gesture]

Explore the gradual, very gradual shifting of emphasis of
a stroke ®&=——=» to stroke
being aware of the nuances of change in your
body/the sound: they are one.

Perhaps each percussionist should construct their own instrument(s),
to be able to realize what is their own sense of sounding to
them (and that would change, as one lives, also).

Once again, the thought that the choice of material objects/
instruments and the spacial arrangement of the instruients
relates to the music that is desired/needed, as expression of
a particular person, people, place, time. Compare Indonesian
gamelan, Japanese gagaku, Ghanian drumming, European

. orchestra, Jazz ensembles, etc. —music of the whole world.
Compare the changes in instruments of the so-called jazz
drum set over the past sixty years and how these changes
relate to the sound of the music/the ensemble, the need

for and, at once, the development of techniques appropriate
to realize the sound expressive of a person or people

in a music making situation.

Consider the marvelous work of Harry Partch.

Images of what an instrument can do:
images from outside of the instrument since it is always
the human being/ culture that defines the image form and
makes it to sound and in what manner (technique).
Images as limitation(s) of possibilities;
images, also though, as beams of light to be extended
out into the present moment.

Percussion music as means .of communication
of transferring information over long distances

Percussion music as a dance of one object upon another
and of the percussionist as dancer:
the breathing of the dancer to make for a phrase;
(the temptation of “technique” to keep the music at
our fingertips and not within the core of our body/our being).
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The rich and complex vocabulary of the percussionist’s

body/gesture:

using one hand only,

hands alternating,

using two different kinds of strokes simultaneously,

single or double notes: the stick rebounding and
repeating the note,

upward or downward glancing blows,

striking alternately with butt and head of stick, or
using different sticks in each hand,

striking near the edge, or center, or .. ... ,

muffling the sound by touching the head of a drum
with finger tips,

by slackening the tension of the heads with and
immediately after the stroke,

thumping with fingers,

clashing together with a swinging motion,

a face to face blow,

damping by touching the vibrating object to the chest,

shaking the instrument in the air,

changing the angle of beating with fast alternating strokes,

rubbing objects together to'make a shuffling sound,
a rustling sound,

jogged by the hand,

struck with the knuckles, fist, fingertips or back of
the hand, or struck upon the knee,

clapping together two objects, .

scraping a stick over a series of notches,

throwing one object at another,

turning a crank to make a whirring sound,

pulling an object through or along another,

and all the techniques described in orchestration textbooks:

the roll,

the flam,

the drag or ruff,
paradiddle and

; Think about sources of
rim shot.

percussion music:
in dance and play,
in military activities,
in language, etc.

How does the percussion element function
in these? What does it have to do with
you (the percussionist) now?

Consider the pitch &—=» noise spectrum possibilities of
percussion music; the harmonic overtones of each sound
(“definite” <=3 “indefinite” pitch).

It is at edges of the unknown, at moments of transition,
that we are enriched with new insights. Difficult times,
perhaps, but times of discovery to help clarify/focus
“in on the manner of articulating a gesture/one’s own

sound.
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The rich spectrum of objects:
hard metal of a vibraphone plate,
craggy edge of a calf skin drum head,
warm glow of a marimba key,
spongy softness of a cotton or flannel beater,
lacquered brightness of wood blocks. . . ..

to experience a response (the rich complexities of
a human being) to the fullness of this variety.

Explore a variety of arrangements of objects/instruments
to be played upon/with.
Explore a variety of distances between the objects to be
sounded;
hearing the resonances within the room;
moving through space at varying speeds;
staying at one place for a while, defining that
particular space and then, gradually, learning
to define the whole space of that room
(that day, that arrangement, as you, then);
playing on the run and
stationary, for a moment.

Change it some other day
as is necessary.
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Vpon the string, within the bew... }veu‘tk:_oﬁ
| ~by Malcolm. Goldstein (1417)

for sted vartet (oran stein grov .
allow:

for ew;zm\)\&:j?g”f bilities « ;(o le«;;j Hdroan ztriojg

MAXEMY e, ’70553' blY an octet )' o evén a §£n':j ovo‘w;tv'&

52\»«&“«4 arovnd the environment ~the Vc«f’ofwﬁ / h’;tem'g
Fpoce).

so.ma m‘eem'ult
1) nine th’;es , &5 notated on two paqes of €he scove.
2) Cm?vw(sed intevjections y as explained below.

() rer?l:om\ume, imstroctions aud nofation explanations fou
4he nine phvases:
: all bow beqinnings (evew lovd ones) {o besvﬂ;lb;
Nno avd blE m'hculwb'ouj of ’b,w{:j . ‘Fv l\ 5{0«1 )’0""‘:‘350
t duration of eacln ?k‘m;e (pow br'eu% ::j) wie leny
Minimun, of [0 Seconds pev- ?krase, £0 abou€ one minvte
ov 0555"1)/ move, dependant on A
&) bow control (always a con‘tindov;} legato s8und
o bou divection. 'changes beiny avdible); 7
& qradval evolutiow of timbrve dynamics,
b) g,c’{lprz Van'efr of duvation of bow Breathings,
L) Po;;ible‘fo Ft o phease inbo one bow lewgthh o¥ severa|.
s choice of pitches: A 3P ¢ CF P 1 Fny octave vegistes;
aw?/ ‘Fl'va:‘ (56”3) Fo;:f{om ; harmonic!s ?offl'b‘e"\“_’
l 0 diseretion of e performers,
: notation Cjamyks'cal(j indicated):

o vibvato 104(;‘47/ speed

¢ bow plactment, Fimbre qualit Civvegolar pitck,
. -~ “bew irgs", ete,. ~

o Arﬂmm'cs \ fin w-éor below and
(set pitele constant) above set pitch)

© AMalcolm Goldstein. . 1975

51



abpreviations: -
novm = novmal  (ie. position of pow)
‘F&ba s on f‘ﬁ”bﬂh’é
br&j = o b"‘.éﬂ"
nr = near
—_—

MOf " ONn ‘Ffo»\, one fo ward tbw‘ﬂtef’
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(4he acteal tofal duvation oF a dhvase varru’o:j
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of ylm/‘:j 4he music ) but the onyorf"oﬂf of its
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always a kmse.., once \’30&, is €o be.
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e o j possi ble ensemble v-e\ah'ov,'sk.'fg
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?‘m/er i for exa\m‘,\e :
—f

(o) -—ﬂj&é
| S

oot (V) e £
L) ~=B-Nov :
(0") ‘W“v‘ ‘”f<£

oy wide viprako cefed

2) occas.’mql(Y choose a phrase which will m,Jval(/
(possibly) chamge, the divection. ov the immediate
sovnd watevia of +he £otal ensemble,
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.3) abovt 75&9%&5 “(:{z(fkb c.omYltb'M of some
othew p\w(&r*’; Wase (never meve than 30
seconds povse between puvases) ?u&wm a
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: JerY sho j never wmove than 2 secends.
t chovee of pitches : all possible pitenes pot
Bm‘,b\\;;(z.‘:j P.“\'»k&s exclvded from the phrase
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: :?5@ of skaccate, J‘ete” ca(le'). €remole  col (e4mo
bﬁ‘ffsft") othevrside of bﬂ'éﬁt, fpt';tico\‘tv, pAr
of £he (nsfrvment, ete.

TN Grew)

f Gov) v VY ete.
5fz>£

: avticviation re lmffonﬂu",; for :wkuj ections
0) 705559‘.6 for £Wo ov move 17\4 evs to cve eacla
sthev and Pe.v'tFolws Hecr iwte Jec‘tt'oh; tge‘ﬂur
('ngjlx eacla decide theiv owe 5P¢c2€‘4
(M\iu‘e:vw of Hie i&\‘&(je{b’ow) hnrro\u'sel).
7.) cved at 4he b Inm‘y of ancther MVSIAAN S ?kﬂ.ﬁa.

3) evilving ol of’ | or within , the 5kA\vc/1m(i+7
of ancther MmYSican's szm.“-.
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Parforucr; CAN Ay W{’ftw"‘“/ decide €he lewgély of €he
Vevformunce €ime befove staw,‘b‘:ﬁ , ov allow for
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N organic ‘sense (After 4he 15 minvte miniimum)
of aw end“ﬁ +o kay?ew ~ or Wave no ConcerT

hall %Mm (<he fprocess " an open {-':‘eld).
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be o- gradval evolution. of £imbre dynamics; a mass
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e whole reviinlizel ve\Afo'owé\v"? t 594;«&;'& ~ |
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B/t /85
... relearsal rocedvres for ”vrow‘ﬁf\&ﬁ‘b’i —
(5m¢' ;:’2535@“»45 €o acondveCor of a 5fm'j prckagtm.):

Alke esﬁew’e“h\ JA‘H'( o fosvs o is the quaveness
of theiv own bod / b ekﬂﬁﬁ and Lt rd»‘t’im;kc“, to the
Sowvnd: drawing a bow across the 56(4‘:5 (down bow wittly
ovE-breatic) Tud heaving Lhe nances of change (o
Acce—ft and e;}oy ; not qujuf as “iszv‘Fepé'“j bot
to vnderstand as related to €heiv own bo‘l?/ /a«-m grmﬂu::j)
Tku{ shovld ?wﬁm\le separate ovt to £ space. . so
a5 1t be abvle to hear Hiemselves well and with AM(&A)
carefvl “9*‘““:\5 eor and then come togethe i a rovp.
A~ A& Kind 0§ meditation- o'w-cwﬂ?’w, i wle
MY ave the mover - be"j ~moved.

hen go on 4o explove bow plactuent  bou speed,
wances of crescendo and decrescendo (a5 related 4
bow pvessvve and speed) own open s¥vings , witlh awareness
of «he relation £ yuL?Z breathing = TARASING . (AIwaYs
Hhe ?W%S"g—skaptg of breatin Jestuve is the R¢y3

Ahew 4o on o 5601;?;& notes (m\~, owe) and add varieties
of vibvateo “(4he -Fo'ger e;s?«-esswe) 4o Mbowi:j stodleg
fovr wmove nuanees of ,Pwa.;: s ex ‘,lmf& varetiZs of ’
concvrrence and independence. of different energies ((iKe
merease vibrato vate while d“"“"iﬁ | pressove, ete.).

(I ‘(-ogo‘t' £o emPW\i:ZQ« how muets defail shovtd be
wew o bow placement ) earliev mentioned : Alo€ 11 ¢
Nvances  always, of £imbre change . Ou fingerboard
and near and on ,bw'éje.. Aea e ./4(("*7’ akage,;;
niances angd _fross changes + varieties’ ofF suevtones
sovnd( J varieties of sceatcle . wWhat their bodies ave.

_&m‘g how -tkif prmﬂ\J et;.,.) |
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Dot all of st s individualg 5 thewn h‘;teu.'g 4o
£he others 3ud £v ;‘v £o iwtate |
) exwﬂy’ AS$ 170655 le ;
Dwith Some Mruﬁs the same, others iutmto‘mliz d\aye& 3
3) bg:nm‘ witthh some uﬂm:t a;ém.ﬂ~( “hue same’ andUien

talCing the sound Cprase) somewheve else,

(s 7s £o be done always widh silence i petween eacle
phease 5 to sit and LISTEN before playing = diffevent
dm;.’h‘e;/qv'w of people arve plays m:? new ones
-e“tem'ﬁ, wewlayphﬂ , ete.. Atw;\15 one fo‘h—k svstamed
and oo new oNe,  ossi bl , for & new phr